PERFORMANCE AND AESTHETIC APPRECIATION 


Everything that takes place on stage so to speak be- 
tween the initial raising of the curtain and the final 
lowering of the curtain--regardless of who the performers 
are/regardless of where or when the performance takes 
place/regardless of where between the minimum and the 
maximum dialectical psychical poles from which the work 
of art in question can be validly performed the fulcrum 
of the psychical lever-for-performance is established 
for the performance in question--must take place or ap- 
pear to take place effortlessly otherwise the perfor- 
mance in question can not be appreciated aesthetically 
by the spectators in attendance who are interested in 
and capabile of appreciating aesthetically that perfor- 
mance---all of which means that those who perform works 
of art must do what they do in such a manner that their 
performances appear to be natural. Imagine for example 
a performance of Swan Lake in which Odette/Odile had 
difficulty (or appeared to have difficulty) in perfor- 
ming her celebrated sequence of thirty-two fouettés / 
imagine a performance of The Life of King Henry the 
Fifth of Shakespeare in which the Archbishop of Can- 
terbury had difficulty (or appeared to have difficulty) 
in remembering his lines in the second scene of Act I. 
Think about Longinus' statement "For art is perfect 
only when it looks like nature, and again, nature hits 
the mark only when she conceals the art that is within 
her" and know that one of the reasons why many per- 
formances of works of art do not appear natural is 

that the transitions in the works of art in question 
are effected with apparent effort which means that 
temporal seams declare themselves and when that happens 
empirical time contaminates the work of art qua tem- 
poral structure with the obvious consequence that the 
tempo of the performance of the work of art in ques- 
tion is broken (just as the spatial autonomy of the 
work of art qua spatial structure being performed is 
violated for example by a performer who during the 
performance of a work of art breaks distance). Is it 
not true that once the internal temporal structure 

of any given work of art has been distorted by an in- 
cursion of empirical time during the performance of 
that work of art that the temporal inevitabilities 

of that work of art are debilitated if not annihilated 
(just as the spatial inevitabilities of that work of art would be 
debilitated/annihilated by an incursion of empirical space during 
a performance of that work of art)? Pause and think about Mahler's 
belief (see letter to J. B. Förster, Autumn 1894) 

that the real art of conducting consists in transitions, 





